Abstract: Three central features of Baroque music encompass a large portion of questions about the performance of this particular repertory: its improvisatory aspect, the use of basso continuo, and the instrumental color and variety. Teorbo and lute solos, aside of playing a role as a continuo, filled in the intermissions of oratorios in Italy since late 17th century, while organ concertos provided the same function for English oratorios in the early 18th century. It is from Handel's early period -his first trip to Italy in 1707 -that teorbo and archiliuto start to appear in his vocal music. Handel employed either the teorbo or archiliuto (or simply liuto) in twelve vocal works and in one instrumental Ouverture. A complete examination of the circumstances that involve this particular aspect of Handel's music is the subject this paper.
obbligato part, and the remaining mention the lute as part of the continuo contingent. These results raise some questions: how familiar was Handel with these instruments? Do these pieces work well on the specific instrument he designated? Did these instruments play along as part of the continuo when not specifically called for -in some other numbers in the same large-scale work? I will begin this paper by introducing the characteristics of each instrument, assessing the feasibility of performing these pieces on each particular lute and the implications of playing an entire large-scale opera. By examining the scores, I will conclude that Handel did not have much knowledge of the lute. This is not unusual though, few composers ever do! However, he used it successfully to solve particular dramatic effects, and create a delicate, colorful musical fabric.
The Instruments
The nomenclature used by Handel is varied and sometimes confusing. This is actually to be expected from composers not completely acquainted with these instruments. To solve local incongruences, a composer would very often rely on the assistance of a lute performer. The final decision on which instrument to use and where would vary greatly according to the capabilities of the actual música em perspectiva found on title-pages of collections of English Ayres. In examining this repertoireincluding consorts -we find a predominance of flat keys and slow pace of the bass line. Later in the century, the tessitura of the bass line tended to go higher and, therefore, the Renaissance G-tuning (also referred to as "lute pitch") with only the first course lowered by an octave (re-entrant tuning) 4 proved to be ideal. Gut strings were standard although metal strings were often an alternative.
Whether used in chamber music, opera or church music, the theorbo gives a sonorous, full accompaniment, and for that reason it was thought a reasonable 1 An instrument of the Western lute family with stopped courses considerably longer than those of a lute and with a separate nut and pegbox for a set of longer, unstopped bass strings (diapasons). The Italian names Chitarrone and tiorba were used synonymously for the same instrument, depending on personal or regional preferences. During the 17th century and part of the 18th the theorbo was popular as an accompanying instrument, and in the 17th century a certain amount of solo music in tablature was published for it. Theorbe may also refer to an organ reed stop of the 17th and 18th centuries German, rare but of a distinct type, i.e. gentle 16' tone imitating, in some way, the theorbo. In The New Grove Dictionary. 2 Mersenne (1637) says that it was invented in Florence 'thirty or fourty years ago' by le Bardella. In Mersenne, M. Seconde Partie de l'Harmonie Universalle: Livre septiesme des instruments. Paris, 1637 , p. 77. 3 Jacques Gaultier (1603 -1672 . 4 A term used to describe the tuning of string instruments in which successive strings are tuned not to successively higher pitches but to a pattern of rising and falling intervals. Reentrant tunings are found, for example, in the Renaissance four-course guitar (Playford, 1664) . This kind of strings enabled a fuller sound to be produced on a shorter string. And second, the composers of the late 17 th century were writing richer and wide-ranging bass lines.
In Handel's time whenever liuto is specified for a continuo part it most likely means the arciliuto. This instrument is best used in instrumental music and anything that requires a more decorated realization. As composers began writing higher and more melodic bass lines toward the end of the 17 th century, the arciliuto proved to be more suitable than the English Teorbo. Like the teorbo, the arciliuto was also used as an obbligato instrument in chamber music, operas, and 6 Around 1620 French lute composers began to experiment with several accords nouveaux (new tuning), first on ten-course lutes, and later on 11-and 12-course instruments. This experimentation continued until at least the 1670s, and music for over 20 different tunings survives, many of which were given different names by different scribes or composers. The tuning commonly known as
was popular until about the 1660s. The advantages of the new tunings were increased resonance and ease of left-hand fingering, though only within a very limited range of keys. In Lute -The New Grove Dictionary.
cantatas. However, when it is used as a continuo instrument in late Baroque sonatas and cantatas, it is often necessary to add a bowed bass instrument.
It seems from the scores of Italian operas and oratorios that one performer was often expected to play both the arciliuto and teorbo using either one where appropriate. It would be expected that the player judge which instrument was best according the key and the nature of the bass. In general, the teorbo is best suited for sharp keys, recitatives, slow bass lines or those that do not go very high. The arciliuto is most suited for flat keys and aria accompaniment, obbligato or otherwise, with the bass line more active and of a higher tessitura.
Fig. 2 The arciliuto and its tunning
We should now consider the chitarra (or Baroque guitar) as a continuo instrument. Perhaps the most important function of the five-course chitarra in all periods of its existence has been as a chordal instrument, accompanying the voice música em perspectiva This book represented the foundation of continuo accompaniment for the following generations not only of guitarists, but also lutenists. As a final word, it should be mentioned that whatever instrument one uses for continuo playing it is important to consider the special qualities of a particular type of lute or guitar, as well as the qualities of the repertoire. Yet, it should be understood that for almost two hundred years the term "theorbo" could refer to any one of the several large lutes, each one with a distinct feature. Its basic function was to play the continuo part and also often as a melodic and obbligato instrument. The tuning, stringing, range, design, and contour of the part play an important role in the final result.
The Music
The scores that constitute the basis for this study were drawn, according to the availability, from either the Händel-Handbuch (HG) or the Hallische Händel-Ausgabe (HHA). Of the total, three were not available by the time of the conclusion of the research. In any case, both the HG and HHA conflict to some extent, therefore an examination of the manuscripts was necessary.
Handel names four plucked instruments in his vocal and instrumental music: liuto, achiliuto, theorbo, and Baroque guitar. As we have seen above, the terms "liuto" and "archiliuto" were interchangeable; therefore they are here considered as one.
The designation 'archiliuto' appears in eight pieces: It is fair to assume he would know at least the minimum of each instrument. But it is also fair to think that his main concern would not necessarily have been the small subtleties that particularize a lute. For the composer, the most basic concern is the final sound most suitable for the atmosphere he wants to suggest. In this regard, theorbo and archiliuto are very close to one another. That is to say, they possess the same characteristic color-tone distinguished only by specialists.
For an interpreter, the most basic thing to do in these situations is to evaluate the tessitura, the key, and the function of the part involved. At first glance we notice that five of the works that call for theorbo could actually not be played on this particular instrument for the simple reason that they do not possess the high e 3 present in the continuo line (a transposition an octave lower may be required). The exception would be the theorbo obbligato part in the Sinfonia that opens second act of Giulio Cesare. Although the range fits the tessitura of the theorbo, the key of F Major along with the arpeggio design would make it more suitable for an archiliuto. The dramatic situation also in the scene would suggest a bigger, louder instrument to cope with the volume of an onstage orchestra plus the regular one on the pit. Blessed is the man) and transposed the aria to G Major. Although both keys are feasible on the archiliuto, there is no doubt that G Major, is better for its more robust resonance on the instrument due to the possibility of using more open strings. However, I do not believe Handel took these aspects of the instrument into account. Most likely the reason for the transposition lay in the change of cast from one performance to another.
For his continuo contingent, Handel suggests a variety of combinations.
Along with the harpsichord, we find the viola da gamba, harp, violoncello, double-bass, and organ. Although the normal, and probably most desirable, interpretation of figured bass assumed the addition of chords (or some sort of contrapuntual filling of the score), it appears not to have been uncommon for arias and recitatives performed with the soloist to be accompanied only by a cello and/or other harmonic-melodic instrument such as the archiliuto or the theorbo. (Dean, 1977) .
One question still remains: what would be the implications of a lute playing continuo throughout a large-scale work such as an opera? It is out of the range of this paper to consider whether or not the lute should play continuo where not specified. It was, however, a common practice, and the contemporary literature is rich in quotations. More important for us is how it was done; more specifically, the problems involving scordatura. For instance, if a given aria calls for an unstopped-bass course to be in F, and the next one is in F#, it implies a retuning that demands that the player stand up and execute the actual awkward action. Obviously, that is not practical and may delay the flow of the opera. We may, therefore, assume that the lutenist would be prepared and backed-up with two or more instruments tuned differently. Yet, the second lute could be something else, for instance a theorbo -if the first one is an archiliuto -whenever the bass line and general affekt of the piece proves it to be more suitable examining the score, the first conclusion is that Handel most likely wrote it on a harpsichord and totally disregarded the instrument's range. In order to accommodate the bass line within the short tessitura of the guitar, the performer must transpose some notes an octave higher (actually, a common practice).
Harp Vol. 3, p. 33, no further information was found that could shed more light on this.
